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Abstract
In an audiovisual kinematic narrative there is always a viewer's constraint as he experiences emotions, thoughts and even realities 
that are not of his daily life. Being fictional narratives, these are, nevertheless, experienced as if they were realities. This 
immersive experience of a fictional narrative in the first person is planned and intentional, in significant and communicational 
terms. Since that during this time the viewer excludes its own reality, he forgets it because every one of us, at any time, can only 
exist in single reality, at each given time. The cinematic storytelling can be so immersive in its simulation of environments, 
characters and situations told to the viewer, that he forgets his "reality" to live in the fictional one, as if were his own.These 
Cinematic Storytelling Communication Projects are based on devices of scripting, production and lighting design, directing, 
iconic and subliminal meanings approach, photography and painting compositions or their language of representation, perceptual 
and cognitive issues, editing, ensemble together in a cinematic narrative Syntax, be a live action film - fiction or documentary , or 
an 2D or 3D animation - drawn or digital. All these visual storytelling induce in the viewer percepts like of spaces, environments, 
emotions, thoughts, feelings, expectations, dreams, ideals, passions, fears, exaltations, events - a jigsaw that creates a flow of 
information, emotion and a story point of view.Whatever the adopted communicational approaches are, these are always 
understood within anthropometric, ergonomic and physical beacons, as they are biological, perceptual, psychological, emotional, 
cultural, experiential, based, in learned cognition experiences and memories, and in individual and collective imaginary of the 
viewer and his society. To induce in the viewer these illusions and immersion as realities, visual cinematic narratives references 
all the time to what characterizes Human Being and His experience, to meet Man in his Ergonomic, Psychological and Existential 
Dimension.
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1. Communication, perception and signification process of kinematic visual narratives
The cinematic storytelling of tales is based on cinematic or animation syntax. To it concur several representation 
and meaning languages that contribute to the storytelling, such as those of the theater, composition and framing, 
film, animation, perception and cognition, culture, social conventions, lighting and color, objects and symbols 
metaphors’ or film editing.
The cinematic visual communication projects are a fusion of several languages, with readings convergent and 
complementary meanings, and with multiple significant and narrative elements.
Premeditated syntactic communication strategies, mounted in a disguised but precise form, constitute a 
communication experiential Project, comprising script, plot, control of attention and dramatic tension, directing 
production design, lighting, sound, framing and composition, among many others knowledge areas.
The structure, forms and attributes of represented fictional spaces, their illumination, color, texture or special 
effects, the framing and composition of these spaces, the scenic and architectonic image, are inseparable of the 
staging that elapses in them, being intimately related with the figuration and characters' acting, the script demanding, 
or the techniques and narrative syntaxes that structure shots and sequences. This editing will tell about the action 
and the scenic space itself.
Light and Photography Directing allows to get visibility, environment, composition and form reveling - ruling the 
appearance of form and volumetric of actors, props and sets. The composition of light is going actually to change 
the space and time perception, supporting the narrative, conveying information and evoking environments:
“Lighting needs to operate on an emotional level to do several things: it should illicit a reaction from your viewer 
that is coherent with the storyline it should guide the viewer visually to the focal points of a scene, whilst reinforcing 
the desired atmosphere and providing your audience with clues as locations and characters, (...) whilst emphasizing 
the three-dimensional nature of your production and helping framing and composition of every scene.” [1]
The purpose of the photographic direction of a scene is to compose and to light up. That illumination cannot be 
uniform, because that would turn difficult to the viewer to know - to be compelled - what and where to look, 
creating in him confusion or indifference. A good photographic direction can also help to create the right 
atmosphere or dramatic effects, inducing mood and emotions in the spectator.
Visual cinematic speech creators have to think visually, through the lens of a camera. It is by them that the story 
of the film is told, as they act as eyes of the viewer; their window to the world of the fiction. The camera has an 
enormous capacity to intervene in narrating the story and in conveying the fictional universe that characters inhabit:  
"The ability to create any possible shot (one) can envision is an amazing thing." [4]
The visual narrative of the script is a broad topic involving the composition framed by the camera and the 
spectator. The objects on the scene in the shot are perceived by the viewer under composition principles, which are 
inherent to the human being himself and necessarily involved in his imagetic construction of the world: “Most of it 
[the visual storytelling] is not noticeable on a conscious level to the viewer, but adds depth and richness to the story 
and the visual experience “ [5]
Each of the sources of light should be positioned in place by a specific reason, with the lighting scheme built 
intentionally, based on the reading of the script, in the places of interest and main characters. They must highlight 
the desired areas and minimize any evidence of distraction, using lighting as if to "paint a picture" to the audience: 
"In lighting, awareness is probably the most important aspect after seeing.” [6]
There is the concern to induce sensations and atmosphere about each place, that act upon the viewers, waking up 
in them the intended emotions and feelings: “You choose their point of view, and since that point determines how an 
event is perceived, choosing a point of view is extremely important. Different shots and points of view can change 
the way an audience will react to a scene” [3]
The fictional space must convince us for the authenticity that gives us. It is this authenticity that is sought in sets 
and locations where fiction will take place, rather than achieve absolute realism: "Authenticity, imagination, and 
creating the right audience perception are of the highest import. «Real» isn't always best for the film; creating a 
world with its own inner logic and truth is. The design must play dramatically and be believable to the audience no 
matter how surrealistic, fantastical, or imagined it may be." [3]
This atmosphere creation induces in the viewer emotions and states of mind that are primarily anchored in the life 
illusion that the indoor and outdoor spaces should induce. Scenic spaces should convey the existence of a world with 
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both an internal coherent logic. In these spaces, the light plays a key role as a unifying element and one of 
characterization of the several scenic elements involved.
Based on the views of fictional spaces gathered in the different shots and in their assembly, which are not 
innocent, the viewer imagine the space that is not shown to him, in a mental model of a continuous and unified 
space.
The sense of the visual environment, represented in each of the shots of the film, is built by a cognitive process 
that relates the elements to each other, contributing with information that confers them more then is present in 
themselves alone, achieving a new level of understanding of the unity.
2. Immersion and alienation: adoption of a fiction universe as its own
In the process of viewing a cinematic visual fictional speech, the viewer loses objectivity and impartiality due to 
an alienation that leads to unconscious adoption of values and characters out of the spectator values of life: "The 
screen of the Universe cannot be overlapped to ours, so replacing this necessarily, because the very concept of 
universe is spatially unique. For a period of time, the film is our universe, the world, or if one wants, Nature” [9]
We can only exist and live a reality, at each time!
A movie replaces the universe instead of including in it, implying a film the creation of a space illusion, whose 
feelings can be given only by the screen, with the use of credibility and plausibility of the elements that are found 
and identified as belonging to our natural world.
These representations intend to certify a reality that appears to be their testimony or impressions. This reality will 
never existed, be a film performed in a real studio or a digital one. The aim is to create an effect of reality, in the 
spaces and fictional worlds, where will take place the dramatic action. It thus creates an illusion that allows the 
viewer to transpose himself to a world that is not its own but that is accepted as being so: the fictional one told by 
the play.
Different Speeches are told by mean of several channels and levels to the viewer, creating in him an effect of 
immersion and alienation. The viewer forgets his own reality to adopt the one of the fiction. Events are felt as 
concerning the viewer himself.
This immersion and alienation effect is planned and a necessary condition to the success of the telling, inducing 
in the viewer thoughs, emotions and events that he is going to live as real.
3. Communication strategies in audiovisual cinematic narratives
The Character movementmust be believable. When this one is virtual, its performance“involves an intensive 
study of the real life, of films and of masters' animation works, namely of the ones that had worked in the studios 
Disney.” [2]
They must be given natural movements that the viewer can interpret and understand with reference to what is 
known to us, Human Beings. Even if an animated character is placed in a world of fantasy, the viewer will only be 
convinced by his movement, expression or behave if he can relate it, even at an unconscious level, with what he 
knows from his own reality.
Reproduction of form and characteristics of objects and phenomenon of our world is also required, without 
however to be intended a simulation of a real world that we can take as our own. It is rather intended to convey 
worlds in which the characters and the fiction of the argument can exist, supporting their plot and personalities, and 
the events as they unfold. This worlds of fiction report to our in countless aspects, as we use to anchor our 
understanding on him. However, this world attains is own identity, and we never identify it has our own Universe.
In Digital and Virtual Characters, 2D Animation techniques were adopted to confer authenticity and an illusion of 
inner life to them: weight, compression, elongation, anticipation, timing, stagin, follow through and overlapping 
actions, slow in and slow out, exaggeration or intensification, secondary actions and arc movements. With these 
techniques and principles expressions, gestures, emotions, attitudes and movements can be built, based on the 
observation of animal and human nature and our world, being achieved a sophisticated "illusion of life". So virtual 
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characters must behave using the same rules as real ones, being linked to visual and fictional worlds where they 
supposedly live, with a coherent, intentional and all encompassing narrative.
The image created from a supposed portrayed reality goes according the mental image and concepts that we have 
about it, more than the reality itself. The reality perceived by us is therefore a synthesis of our concepts, stereotypes, 
symbols and conventional signs. That is why a viewer feel closer to reality than the actual fiction is itself: “A set 
from a movie, to be good, must act. Be realistic or expressionist, modern or old, it should represent its part. A place
should present a character before he appears, It must indicate his status, tastes, habits, lifestyle and personality. 
Fictional spaces should be closely linked with the action (in them).”[7]
This profound dependence in relation to natural and humanized world, implies that most of the principles that are 
valid for the motion picture production and directing become also true for the digital virtual world. This is true for 
characters as for the space that they inhabit.
Communication cinematic strategies are always understood according anthropometric, ergonomic, psychological, 
perceptual, emotional, cultural and existential references. This is rooted in individual and collective memories.
4. Conclusion
The expectations the spectator has are based on his own life and experience and must be met. We must also 
accentuate the characteristics that we want to emphasize.
What are the emotional and psychological characters characteristics? Where do they live? What is their personal 
style? How they relate with their environment? How is the history of their life related with the space they inhabit? 
What is the impact of the surrounding physical space in their lives? 
"...you do not need to be an expert to have expectations, but you need to conform to the viewer‘s expectations if 
you want them to consider your images realistic." [8]
By reinforcing the argument and giving it a visual translation, working with the dialogue, action, editing time, 
plot or music, the film's scenic space must compete for the pretended narrative. Following those principles, that 
space must be capable of evoking a world with its own logic and character that must persuade the viewer by the 
authenticity it conveys.
But more than reaching an absolute realism, it is this authenticity that is being sought with the scenic spaces and 
synthetic fictional film. This very same authenticity must be felt by the viewer in relation to the existential 
experience and to the space that the characters supposedly inhabit: "Cinematic architecture evokes and sustains 
specific mental states (...). Space and architectural imagery are the amplifiers of specific emotions." [10]
Visual narrative space´s spaces representation, structure, design, materials, lighting, mood, references, aesthetic, 
social backgrounds, framing, composition, editing and resulting synthetic space, feelings and meanings perceived 
are bounded to metaphors related to Man’s myths and inner world as to the his reality’s experience, concepts and 
knowledge.
So, the fiction characters must be felt like real characters in a motion picture, they must flow emotions, feelings 
and personality. To believe in that illusion the viewer demand no less.
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